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Abstract  
 
Festivals are of a pulsating nature – a long weekend indulgence yet also a short-lived affair 
where audience rediscover their connection with art and music, their friends and families and the 
place they call home. Clockenflap is one of those festivals, one of its kind but uniquely Hong 
Kong. The spellbinding charisma it emanates to every stage and corner of the exotic land is rare 
and almost unprecedented. Among Hong Kong’s hustle and bustle with the backdrop of a world-
famous habourfront, Clockenflap is now in its 8
th
 edition and running.  
In order to help standardize a more systematic method to make assessments and comparison 
more accurate and effective in the coming years, this paper only aims to look into Clockenflap 
Music and Arts Festival’s conceptualization and background as well as historic practice of the 
festival. The advantages of gathering festival data can be numerous. It could be crossfuntional to 
develop macro-understanding of the role and impacts of a festival on the society. This could then 
inform government in terms of policy making or prompt a systematic loophole awareness for 
better development and diversity. It could even further advice project management for both 
government authority and other cultural events driven by commercially-driven companies or 
non-profit organizations and even influence tourism development. (Tull, 2011) However, it is 
still important to bear in mind that festivals can impact differently around the world respective to 
the country and local community of specific geographical locations. Hence, Clockenflap’s case 
of example may only merely serve as a reference example because each festival has varied 
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perspectives in what the word ‘festival’ means and  is different in formation, goals, target 
audience and formats just as there is also no one-size fit all method in gathering data to do 
analysis. However, the most common method remains to be the evaluation on how the festival 
contributes to the local economy and could sometimes even influence government policy making. 
(UNESCO Framework For Cultural Statistics Handbook No. 3, 2009). 
The success of Clockenflap begs the question to whether there is a secret formula to the well-
received responses along the year. What have the founders did right? What have they each 
provided to the team that contributed to the success? Can the same skills and knowledge be 
transferred? Is this nature of cultural production happened to be in the right place, right time and 
with the right audience?  The same questions is to be asked for Harbour Fest: what have they 
done wrong? With such an extensive beurocratic team from different department and divisions 
behind Harbour Fest to provide advices on the implementation of this relaunch programme, what 
may have been the issue? Or is there a kind of unwillingness to admit that in this grand picture of 
an established festival and a public fiasco that sheer serendipity (to both good and bad endings) 
in fact plays an important role?  
This study aims to look into Clockenflap Music and Arts Festival’s conceptualization, formation 
background as well as the practice of cultural management by the founders. This paper tries to 
compare Clockenflap with the previous government-run music festival, Harbour Fest in terms of 
cultural content (such as the performance line-up), operational arrangements (such as ticketing 
innovations) and also aims to identify the current social circumstances which might be 
contributing to the prevailing music scenes in Hong Kong to provide a theoretic framework 
towards the audience consumption behaviour of such festival.  
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Methodology 
 
Content analysis and non-structured in-depth interview were employed for this research. Content 
analysis provides a clear and systematic framework for rich yielding of large-scale data in order 
to do comparative analysis of textual data such as media texts to gain a background 
understanding of both HarbourFest and Clockenflap through literature review. (Tonkiss, 2004) 
The coding frame is established based partly on observation of two recurring categories of 
mainly music line-up and the cultural production of the two festivals as well as on other festivals. 
How the two festivals are interpreted leaves a lot of room to study the differences with respect to 
more qualitative measures through interviews. 
 
In-depth Interviews can be differentiated into different types by the degree of format structure 
imposed. For the type of interview with the three founders, non-standardized interview is used 
eventually even though semi-structured interview was initially planned to be used. Also called 
focused or unstructured interview, non-standardized interviews provided the freedom to ask 
questions in any order based on a list of topics previously prepared According to Lofland and 
Lofland’s interrelation of this type interview, it behaves more as a ‘guided conversation’ (1994) 
that are flexible to ‘elicit rich, detailed materials to be used in qualitative analysis.” It is true that 
the purpose of interviews is to know how things happen instead to confirm predetermined things 
with close-needed questions (Lofland, 1971: 76). More advantages of non-structured interviews 
include its simplicity of design as pre-prepared list of questions with highlighted keywords. 
When necessary, taking a glimpse of the keywords of the questions or by jotting down keywords 
the interviewee talks about for later questioning would be helpful.  
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Three non-structured interviews were conducted in total with the three founders of Clockenflap 
individually. Even though social scientists might prefer to observe the strength of group 
discussion in group interviews because they offer more insights into the dynamic interactive 
effects upon opinions expressed, due to the limitations of work schedules by the three of them, 
individual interviews were carried out. In-depth interview still undoubtedly has the advantage 
where the informants can provide a large amount of information with their own experiences 
replying in real time intuitively. In turn, this also allows the interviewer to reflect upon one’s 
inspection and understanding of the festival immediately to the responses or reactions of the 
respondents. (Fielding & Thomas, 2001)  
 
The limitation of the methodology employed to conduct the research is that ethnographic study 
was not able to be used due to time constraints. In order to gain deeper understanding and reach 
informed conclusions, it is helpful to understand the founders’ ways of life from a native point of 
view by focusing on the everyday, face-to-face social external counters or internal processes, 
discussion among colleagues or to liaise with outside parties, as well as the bargaining to 
construct social meaning. The observations if possible would have been able to gain social 
understanding of the real world and to support the interviews conducted previously. Most 
importantly, the face-to-face social relations and interactions are delicate process that requires 
physical presence and observations as they could demonstrate the logic of the field. It would 
have been informative to see how different agents in their respective social positions respond to 
different logics in pursuit of their own interests. For example, to understand how the Music 
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Director perform bookings of the acts and what are the norms and social class order within the 
music industry. 
 
Together this rich understanding of the topic and insights from the interviewees can even 
hopefully prompt future directions of research in the area of music and art festivals in Hong 
Kong.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
9 
 
The Socio-Historical, Geo-Politics Context and Social Relations and Interactions of 
Clockenflap and Harbour Fest 
 
The Socio-Historical Context  
It all started in 2008. The three founders of Clockenflap, Jay Foster, Justin Sweeting and Mike 
Hill formed a dream team where none of them imagined it would grow into a regionally 
renowned festival. Jay Forster is in charge of creative elements and give visual directions for the 
event. Mike Hill focuses on handling financial and legal affairs and most importantly, the 
dealings with the local government. Justin Sweeting bears the responsibility that includes 
information dissemination, to spread the word of Clockenflap and to book acts. As Jay Foster 
explained it all started as a selfish reason as the three of them would like to go a festival but there 
had not been one in Hong Kong.  
Sweeting is born and raised in Hong Kong and has had experience in producing a former festival, 
Rockit. The responsibility From this perspective alone, the structure of Clohckenflap fits the 
modern model of flexible global scale of operation among networks. They are armed with the 
same common goals with individual expertise, with the help of part time staff and permanent 
employees whom they met through social settings and share the same vison, Clockenflap 
becomes a more prominent festival year by year.  
With a humble beginning in 2008 with an initial small crowd at Cyberport then an indoor venue 
in a warehouse in 2010.  In 2011, they move to West Kowloon Waterfront Promenade and it was 
a significant year for Clockenflap and monumental moment for the West Kowloon Cultural 
District Authority to witness the possibility of running a successful music festival with a 
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supportive crowd of almost 20,000 in number. Due to the lack of venue and the principle that the 
promenade could be used for free ticket performances; the founders hence suffered from a deficit 
of more than 1 million dollars. (Metropop, Issue 377)  
However, the potential of the festivals gradually surface as it gains popularity over the years. 
Handpicked by the founders who look to their own discerning taste to discovering potential 
talents, the four-members London indie-pop band Bastille rose to Grammy-nomianted fame just 
2 years after its festival debut on a stage outside of Britain, on a land they have never set foot on, 
on the stage of West Kowloon Hong Kong in 2012. As Bastille shared in an interview that they 
had a wonderful time in this beautiful place in Hong Kong (Carter, 2014), which was also 
evident as they share photos on Twitter in 2012 of the event. Despite gradual success, according 
to an interview (Baker, 2013), the founders have disclosed that local business sponsorship or 
audience reception have been elusive due to the perceptions that these music concerts were made 
for expats rather than how they have set out to see this festival as a ‘grass-root experience’. 
Therefore it has been struggling to get the recognition it deserves.  
One of the biggest difference of the origin of Harbourfest as compared to Clockenflap was that it 
was created not in accordance to the function and purpose of a festival. Harbourfest was 
conceived under less favourable circumstances with the outbreak of SARS. As Mike Rowse, the 
Director-General of InvestHK wrote in his insider account of the book “No Minister & No, 
Minister - True Story of HarbourFest, the full flavour of the panic that struck Hong Kong was a 
living horrid, bringing immediate and direct economic impact to the community. To mention the 
relaunch programme of Harbourfest it would be necessary to understand the backdrop of such an 
expensive and lavish event to show how the government was desperately going through 
extensive lengths with all financial means possible to re-establish Hong Kong’s international 
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image. At that time, the airline, hotel and tourism industries figures plummeted. Hotel occupancy 
rate dropped to the point on one night, the world-famous Peninsula had just three paying guests; 
Cathay Pacific reported single-digit numbers of passengers where then local head of Swire 
Pacific, James Hughes-Hallett remarked “and could I remind some of you that nought is a single 
digit”  - planes were by contract required to be in air to hold cargo. (2009:10) 
As Mike Rowse explained in the book, then Financial Secretary Anthony Leung has spoken to 
Rowse about an unconventional measure that would require borrowing his reputable “out of the 
box” thinking on a part-time basis for work related to the necessary economic relaunch once 
SARS was contained. It was understood that his role of head of InvestHK would remain priority 
and his duties would not be jeopardized, that this would only be a ‘part-time extra assignment’. 
The Financial Secretary formed two groups to help him conduct the programme for Economic 
Relaunch – the Economic Relaunch Working Group (ERWG) and the Economic Relaunch 
Strategy (ERSG).  
The ERWG consisted of 8 members: five Ministers, one political appointee and two civil 
servants. The five Ministers were Antony Leung himself as the chair, the Secretary for Economic 
Development and Labour Stephen Ip, the Secretary for Home Affairs Patrick Ho, the Secretary 
for Financial Services and the Treasury Fred Ma, and then Secretary for Commerce, Industry and 
Technology (SCIT) Henry Tang; the two civil servants being the Director of Information 
Services Yvonne Choi, and Mike Rowse himself as secretary. This was the structure of the 
ERWG that for administrative purposes and under a departmental vote, Rowse was the person in 
charge of administering the later $1 billion relaunch fund, given his experience in investment 
promotion roles handling $105 million per annum. As Rowse has put it himself,” for the $1 
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billion relaunch fund I was controller in name only, my job being simply to dispense the sums as 
determined by ERWG.” (2009:16) 
The second body group ERSG is comprised of the members of ERWG in addition of community 
members including tourism industry and commercial sector representatives. ERSG is to provide 
an overall steer on the relaunch and aid in securing community buy-in for the programme. 
Gradually and inevitably, InvestHK became the supporting agency of the relaunch programme 
and devised procedures for inviting and processing relaunch ideas.  
There were a few reasons contributing to the greatly inflated costs. One of the reasons of the 
ballooned cost was due in part to a few internationally-renowned artists  who were invited such 
as The Rolling Stones, Prince, Neil Young and Carlos Santana. Costs soon ballooned to HK$100 
million for big names such as the Stones and Prince as well as Neil Young and Carlos Santana. 
Irrespective of whether the move in fact did help to resurrect Hong Kong’s ill-affected image, it 
proved that long-standing famous bands such as The Rolling Stones does not necessarily 
guarantee a full house. As reporter Noonan put it, the terms “spending wisely” and “Hong Kong 
government” are mutually exclusive. 
The grand project to rebuild Hong Kong’s image cost the government a hefty amount to finance 
the initiatives. Overall, the campaign’s aim to boost Hoong Kong’s economy through a lineup of 
sports and entertainment activities was not well-received by the public and invited public 
criticism as to how the government wasted a significant amount of money when the 
unemployment rate was high and Hong Kong still facing a fiscal deficit. (Lik, 2003) 
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The Social Relations and Interactions  
By gaining a deeper understanding on the type and kind of cultural producers behind both 
HarboutFest and Clockenflap would also provide insight as to how important the aspect of a 
professional individual contribute to the festival: 
i) The Type of Artists  
One of the Sociological perspectives on cultural industry is the Arts World’s perspectives. In the 
case of Clockenflap, it would be interesting note how the actors respond to the logics of the field, 
even though they may be unique in this industry in Hong Kong. It would require more 
investigations to see if they have entered this field, and caused any disruptions with their own 
expectation and understanding of what a festival should be like. According to Art World’s 
perspective, the collective actions, also referring to as conventional understandings in the 
production of art and culture, there are four types of artists that Becker has identified (1982). 
Among the four types, perhaps two of the kinds of artists are worth the discussion to identify 
what the founders belong to. Clockenflap will be running for 8 years this year. Given some 
previous experience at Rockit Festival (not all of the founders) in Victoria Park which ran for 3 
years in total, they are somehow trained as integrated professionals with some relevant 
experiences in the industry. Now, they have successfully changed the conventions in terms of the 
operations of a festival in Hong Kong by overcoming grave obstacles from dealing with 
government officials in land us or in terms of ticketing innovations. They have rescued art from 
the mundane ritual by producing their own version of variations. In turn, the audience would also 
be demanded more work to respond accordingly to the novel and works that are not familiar to 
them. This is also what one of the founder, Foster has stressed in the interview that the 
interactivity is unique in this type of festival, making it one step harder to identify the kind of 
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artists they are as being the unconventional and rebel mavericks or as pioneering integrated 
professionals.  
On the other hand, HarbourFest was suggested by the American Chamber of Commerce. Mike 
Denzel, vice-president and managing director of NBA Asia, was named committee chairman and 
commented that what Hong Kong was good at was to promote star-studded grand events.  
(Carney, 2003) “Together with vice-chairman Jon Niermann, then president and managing 
director of Walt Disney International Asia Pacific, they both believed it was time for Hong Kong 
to have such an international exposure for outdoor world-class acts with the backdrop of a top-
notch harbor view as it would be very representative of Hong Kong – with a spectacular and 
unique harbor. As then American Chamber of Commerce Chairman James Thompson shared,” 
We want the world to know that the business community and the people of Hong Kong are 
working hand in hand to rebuild the exciting spirit of our city.” (Noonan, 2003) If applying the 
type of artists to the working group behind Harbourfest, they would be non-professional 
community members who engage in this type of festival-related acitivities by creating their own 
network of cooperation and audience. They could also be loosely-connected to art worlds but are 
not recognized at professional standard.  
ii)  Cultural Gatekeepers 
Another sociological perspectives on cultural industry is the theory of field where it 
complements the previous perspective by including more insights and discussion on the 
dynamics and conflicts within structured space from agents of different positions. The different 
resources possessed include cultural capital; social capital; economic capital and symbolic 
capital. (Bourdieu, 1986) 
15 
 
For Clockenflap, agents, managers and bands during the course of Justin Sweeting's in the 
industry contain a combination of factors that goes into booking the bands. It is crucial to include 
a headline name as it acts as a gimmick to the local audience yet at the same time he looks for 
the discovery of new bands. To Sweeting, there is no one factor in choosing anything, there is no 
formula and a lot goes to ‘gut feeling’. This would be what Bourdieu coins as cultural capital and 
social capital where Sweeting is able to identify with his years of career experiences in scouting 
for music performers while also doing a lot of research to back up those gut feelings. He explains 
it’s important to identify local relevance as they may not mean much to the local audience or 
industry. One of the biggest challenge is to educate the western agents that it is very different in 
Hong Kong where if the band is massive in their own country does not necessarily guarantee 
they will be warmly welcomed in Hong Kong. However, for the case of HarboutFest, the more 
famous the international artists they tried to invite to come to Hong Kong without regard for their 
performing talent but their fame which does not require special cultural capital but a high degree 
of social capital and especially economic capital.  
Furthermore, in recollection of Professor Lung Yingtai’s remark once on the eventual outcome 
of HarbourFest, what concerned her most was whether local artists could benefit from the event. 
To her, HarbourFest was a failed attempt because a government-funded cultural event of such 
enormous budget scale was not able to serve the function to inspire local artists or bring any 
creative input to local music scene.  Furthermore, during the project consideration stage of 
Harbour Fest, it was suggested that the local artists should only work for nominal fees as it 
should be seen as a dutiful mission for them to rescue their community; while for oversea talents 
it is a job. The potential consequential complication, not to mention such undignifying decision 
was not being properly addressed during the project consideration stage. (Rowse, 2009) 
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As Mike Hill has put it, “Festivals are money pits” having the required resources are essential. 
To him, the government went too big which was a very typical act. “By copying something it is 
not authentic.  They do not understand the concept of growing something organically. If you do 
not let it grow and no there are no roots from where it comes from there is no identity or 
substance.” In comparison, Clockenflap had a small aspiration and a small budget with no big 
plan – they simply aspired for a music festival and it just grew. “People feel the passion and are 
willing to support you.” This is the type of symbolic capital where HarboutFest did not gain – the 
recognition, the prestige and the respect within the industry who treasure them for what they do.  
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Clockenflap: The Bottom-Up Approach vs. HarbourFest: The Top-Down Approach 
i) Why Festivals?  
No matter on local or national levels, festivals are seen as a major source of tourism and hence 
income. Cost-benefit analysis, evaluation and economic impact assessments are some of the 
measures to evaluate the contribution and outcome of festivals to the local economy. The 2009 
UNESCO Framework For Cultural Statistics Handbook No. 3 suggests social impact is one of 
the few often neglected areas of festival assessments where ethnographic study and social media 
analysis could be some of the methods for investigation. However, all festivals have unique 
measurements which results in different methods of evaluation that are inconsistent 
internationally.  
In 2009, UNESCO Framework for Cultural Statistics (FCS) put festivals into the category of 
‘performance and celebration’, with more explanation later suggesting festivals include “all 
expressions ofthat occur locally and can be informal in nature” (UNESCO-UIS, 2009:26). 
According to Getz’s (2007), festivals are ‘themed, public celebrations’ which is also regarded as 
the most practical understanding.  
There has been various characteristics scholars made to identify festivals with role and functions 
explanations. For example, Waterman (1998) said that it serves the interests of the elite. 
Robinson and Connell (2008) gave another perspective to suggest that festivals enable 
commodification of local cultures to satisfy tourist-driven demand. Other theories which may 
focus on the benefits on local economy fall on the safer side in theorizing the social functions of 
festivals such as being the ‘catalysts for economic development’ (Tull, 2003, 2004; Tull, 2003; 
Hall, 1989; Getz, 1987) and bringing ‘positive influence on the socio-cultural landscape of the 
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host society’ (Robertson and Rogers, 2009; Bianchini, 2008; Pickernell and O’Sullivan, 2007; 
Small, 2007; Reid, 2007; Fredline, Jago et al., 2003; Onyx and Bullen, 2000; Delamere, 1997) 
UNESCO-UIS also points out that (2006) there is a general consensus that everyday life cultural 
participation, not just attending, at performance venues is important to an enjoyable life fulfilling 
experience in a community. Clockenflap exemplifies the consumption of cultural products or 
experiences that is not limited to ‘elite’ culture but is part of improving the quality of everyday 
life, perception of health of an individual (Cuypers et al., 2011). In this case, cultural 
participation, no matter productive or receptive, contributes to a number of positive values such 
as cognitive, aesthetic, spiritual, physical, political, emotional and socio-cultural. (Brown, 2004) 
The outcome for producers, art and music performers are the enriching sense of identity 
formation including enhanced self-awareness – who I am and how I fit in; self-confidence 
improvement with focused direction; sense of pride in achieving accomplishments; a sense of 
personal worth and dignity.  
One of the very first reason the founders decided to introduce Clockenflap to the local scene, as 
according to Justin - “Let’s bring really talented bands here and hopefully inspire people to start 
new bands”. They aim to demonstrate what a band show could be like and to rethink the whole 
idea. Before Clockenflap was incepted, Justin explained that band shows were not paid that it 
was ‘an infrastructure set up to never develop’ when they perform in the clubs or local band 
shows back then.  To the local public, band shows were a cover band singing for free as part of a 
dinner entertainment at a bar and it was a rare thing to purchase tickets to see a band 
performance. “It is very important to pay a fair price to go see shows not just on a weekend – and 
it takes a long time to get into the consensus of peoples’ mind.” And Clockenflap brings about 
the exact cultural change of mindset of how people should perceive band shows and the aritsts  
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ii) The Corporatization of Clockenflap 
 
As Mike Hill, the co-founder of Clockenflap explained in the interview that entering the third 
year, the festival should be able to turn a profit. However, it was also the year they received 
noise complaints in Cyberport and unfortunately have to find someplace else in a warehouse in 
Wong Chuk Hang and the festival lasted for only a day. They realized it was time to look for an 
investor for Clockenflap and has since developed an investment strategy. Now Clockenflap is 
under the company called Magnetic Asia, where Mike Hill has become the CEO of the company.  
For example, the year of 2015 was a massive investment year for Clockenflap where they invest 
more in the line-up knowing they would not be able to make enough money to cover the cost, 
‘we spent twice as much money on line-up’. They also carried out Clockenflap Pro last year 
which was for targeted mainly for the media as well as the professional within the music industry 
in order to provide a chance for them to promote publicity and networking opportunities. 
Currently, they plan to expand by buying the franchise for the music and arts festival Sonar from 
Barcelona and to sell the franchise for Clockenflap to Malaysia or Shanghai. To them, it is less 
important to break even as it is not relevant in the context of brand building. However, if they are 
not able to carry out the festival next year it would devastate and break their planned economic 
model. For 2016 edition, they plan to break even and in the coming edition to start making 
profits.  
In comparison of their business model on an international level, in the past 15 years, the 
corporatization of festivals form the niche trend of building festival brands. In particular, a 
multinational live music and events company called Live Nation is dominating monopolization 
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of the music festival industry since 2005. Live Nation has merged and acquire numerous music 
promotion companies such as Festival Republic and Gaiety Investments; and in the period of 
2007-2010, it has almost dominated the music festival industry acquiring ownership of Hard 
Rock Calling festivals, Download, O2 Wireless and Global Gathering; not to mention its shares 
on Glastonbury, The Big Chill, Electric Panic just to name a few. Magnetic Asia, similar to Live 
Nation, delves into the commercial side of festivals and deal with merchandise and ticketing. In 
terms of sponsorship, Tuborg lager (under Carlsberg) became the official beer of Live Nation, it 
earned exclusive pouring rights to all of the festivals under Live Nation. Similarly, Clockenflap 
showed a fittingly similar model in 2015 with Carlsberg as well for its beer products. (Taylor & 
Bennett, 2016) 
As Taylor & Bennett have argued further in “The Festivalization of Culture” – the crucial 
distinctive feature of current festival industry compared to historical festivals with heavy 
commercial elements is that the companies behind the festivals tend to remain largely invisible. 
In the case of Clockenflap, it seems accurate that it is preferred that Magnetic Asia retains a 
comparatively supportive and low-key figure while boosting Clockenflap frontend as a brand. 
For example, even though Live Nation has under its name numerous festival brands but they 
invest heavily in the ‘boundary work’ - meaning they strive to differentiate respective festivals 
from each other. (2016:253)  
 
iii) Platform Is King  
Clockenflap rides the wave of a new generation of new breed of companies. Facebook, as the 
world’s most used media owner does not need to create its own content, the same applies to 
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Whatsapp and Wechat. Uber, the largest taxi company in the world does not own any cars. 
Alibaba, as the highest valued retailer does not need to do stock-ups. Airbnb, providing the 
largest content of accommodations around the world is not a real estate owner. (Goodwin, 2015) 
Clockenflap, as a platform provider, does not own any land, musicians, artists or food and 
beverage outlets. Debunking the myth of content is king, perhaps the latest trend is to provide in 
this case, not an interface layer, but a real world platform as there is where all the profits and 
values are at.  
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Clockenflap as one of Hong Kong’s Cultural and Creative Industries? 
 
Given Clockenflap is becoming a more and more established brand,  it is a cultural force to be 
reckon with in the local cultural and creative industries and one that is lacking sufficient support 
from the government in comparison with performing arts such as theatrical performances and 
amusement parks. 
In the book "Global Creative Industries", Flew has pointed out some classifications for creative 
and cultural production: 
 - Products are immaterial, where the use-value of the festival itself lies in its inherited message 
which is the consumption of the festival and the experience it entitles rather than the physical 
material form  
- Novelty and innovation is greatly priced, where Ticketflap has successfully help launched a 
new ticketing model in Hong Kong, creating new values and inviting more demands. Instead of 
using traditional printed tickets, entry is attested with digital proof on smartphones. There is also 
no more cash transactions with the purchase of food with the use of a wristband. Bielby and 
Bielby has also provided additional interpretation on the expectation of innovations. Some kind 
of innovations are less apparent in some arts practise saying the film industry where the movies 
fall into the same genres repeatedly such as romantic comedies, science fiction, fantasy, sitcoms, 
horror and more just as music genres are expectedly pop, blue jazz, rock, alternative, rap, R&B 
and more  (1994:1293). The kind of music performances would seldom encounter disruptive 
innovations until someone invents a new type of genre and perform. Otherwise, as Chistensen 
points out, it needs to be noted that distinctions needed to be made in innovation theories the 
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degree of inventions. In the case of Ticketflap, it may not entirely be a radical change but it is 
nonetheless an influential cultural product flourished from Clockenflap. (2003) 
- The shelf-life of Clockenflap is highly-variable, meaning as cultural products, or perhaps more 
fittingly, cultural services would lose almost all of its value after the original distribution, i.e. 
after the three days of art and music performances the festival experience would have thoroughly 
‘expired’; or on the other hand, if digitally recorded, live performances of the festival could to 
some extent be argued to be ‘relived’  
- Festivals also appear to be quasi-public cultural commodities as one festival goer’s 
consumption of the festival does not preclude the consumption by other festival goers. In 
economic terms, they are considered non-rival goods where mostly they are intangible objects, 
such as the example of Clockenflap  
- The cost of development of the original product is high, as shared by the founders of 
Clockenflap, running the festival and allowing it to take place or even the subsequent post-
festival cost could remain high as well. In contradiction to what Flaw suggests, the producing 
and distributing of subsequent copies, in this case, would be the subsequent editions of the 
festival in the following year should not be ‘a near-zero cost’. Even though it is in agreement that 
it is difficult to relate prices to costs of production but the reason would not be due to its ‘near-
zero cost’ but due to many factors in producing such a festival, one of which is that the intrinsic 
value of an art or music performance is hard to measure; and that venue scarcity in Hong Kong 
are some of the reasons making it difficult to justify prices of tickets to costs of production. 
(2013:29-32)   
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Shalini Venturelli has referred to creativity as ‘the “gold” of the information economy’, arguing 
that in a global information society, the most significant source of wealth and power for both 
firms and nations has become ‘intellectual and creative ideas packaged and distributed in 
different forms over information networks’ (Venturelli, 2005: 396).  
In the Wealth of Networks, Yochai Benkler identified a new era of social production where the 
information, knowledge and creative industries are forerunners of a new type production models 
that shows the following characteristics: with inherent riskiness in the investments of cultural 
commodities; the need for originality and creativity (same as what Flew suggests as innovation 
and novelty) in the products; strong collaboration where it is ‘owned’ by more than one 
individual (in this case, there have been three founders) the importance of non-pecuniary 
motivations from the founders who choose to purse their craft or career in this field; and most 
fittingly, the unpredictability of which artists would prove to be popular with a mass of fickle 
public who’s taste for art and music wavers. (2006:4) It is interesting to note while the 
advancement of digital media technologies and the internet’s networked infrastructure may prove 
instrumental to the success of new age social production, it is not the sufficient condition for the 
rise of this kind of information, knowledge and creative economy.  
Flew mentioned, one important feature of the creative industries which has permeated 
throughout all sectors, is the undeniable fact that there seem to be a blurring of lines between 
producers and consumers, especially with the advancement of the ICT industry. (2013:33) In fact, 
it was UNESCO which proposed this very idea of the culture cycle where the interconnections 
between creation, production, distribution, exhibition/reception and consumption/participation 
are identified and the novelty of the feedback process that inspire continuous cultural products 
and artefacts has become more globally ubiquitous than ever before. (UNESCO, 2009:20) Flew 
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supports the interconnections of the culture cycle and adds that the comparatively linear and 
stable cultural production chain is inaccurate because it was based on the elite premise that a 
group of writers, producers, performers and artists possessed unique talents that traditional 
consumers did not have. However, using Flew’s stated example to reflect upon the case of a 
music and art festival such as Clockenflap, ‘The performers of a stage play will be able to sense 
whether an audience is enjoying their show or not; the live concert circuit tests the bona fides of 
musicians.’ These indications are still nonetheless as legitimate as the talent they possess and 
ring a certain truth. This is not to refute that other independent artists who write songs, sing and 
distribute their vlogs on the platform of Youtube is any less talented but other than unique talents, 
the professional skills and distribution outlets to spread cultural creations to a wide community 
of audience, or to be more concise, the social networking capital these performers or producers 
possess significantly outweighs other equally talented artists because of the additional 
information, knowledge and social networking capital they have. The case of Clockenflap Pro is 
the fitting example to demonstrate the insider knowledge where consumers would possess.  
According to a feature article published by the Census and Statistics Department in Hong Kong 
in June, the cultural and creative industries (CCI) are one of the most dynamic industries in the 
local scene, providing both job opportunities as well as economic growth. The article admits that 
among other cities, the discussion of CCI still remains to be comparatively a novelty. In order to 
appropriately adapt the concept of ‘creative industries’ and ‘copyright industries’ that are coined 
by various international countries, organisations or territories, Hong Kong’s classification 
follows the statistical guidelines provided by the United Nations that are set with international 
standards to apply accordingly to the economy of Hong Kong. (2016) 
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Even in terms of the discussion for CCI’s contribution to Hong Kong, the article relates to 
economic factors. The coverage of the 11 domains of components include: art, antiques and 
crafts; cultural education and library, archive and museum service; performing arts; film, video 
and music; television and radio; publishing; software, computer games and interactive media; 
design; architecture; advertising and amusement services. This inclusion is derived from the 
Hong Kong Standard Industrial Classification (HSIC) Version 2.0 which delineates certain 
economic activities involving content creation, production and distribution of cultural and 
creative products and services. Looking into the more detailed coverage of each industry title of 
HSIC Version 2.0 , the closest classification codes and titles that could apply to Clockenflap 
would be “Arts, entertainment and recreation”, “Creative and performing arts activities”, 
“Performing arts activities”, “Creative artists, musicians and writers”, “Performing arts venue 
operation” (2009). Comparing to the previous version in 2006, it shows tremendous 
improvement as the closest would had been “Motion pictures and other entertainment services”; 
“Theatrical production and entertainment services” or “Miscellaneous amusement and 
recreational services”. Even though it shows a more cultured progress in 2009, the classification 
still did not mention the word ‘festival’ but it is understood as Clockenflap was still at its humble 
beginnings. However, in view of rapid social changes it would be more efficient if the 
government could conduct more updated research and classification on the types of industry 
present in Hong Kong to reconsider the scope of CCI.  
It is interesting as Hill has mentioned in the interview that the government has no vision as their 
solution to a piece of empty land would be to serve retail shop-inclined purposes. On top of that, 
he points out that he personally thinks the government misinterpret what tourists would hope to 
see,” They think tourists want to go to Disneyland or they need shopping. Hong Kong itself is a 
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tourist attraction, it’s like a themepark itself. If you come from anywhere else, just walk through 
Tsim Sha Tsui - it is amazing. They need to rethink and understand their home.” 
This is evident in the scope of CCI where the kind of nature Clockenflap belongs to with 
inclusion of art, film, music or even food and beverage requires more attentive catering to 
classify as it could fall into various categories. In other words, it in fact has great potential to 
contribute to Hong Kong as a strong economic entity which alone covers so many domains if the 
government is so willing to account for the monetary contribution of the industries, art and music 
festivals should also be credited.  
According to Rick Boost, Billboard Radio China’s Head of Creative Production, in an interview 
of him with Hong Kong Free Press, Clockenflap has its unique qualities where it embraces the 
admixture of music genres, and this extend to the acceptance of all kinds of artists or audience no 
matter they’re ‘odd or strange or different’. He finds it a genuine and spirited festival of both 
creativity and goodwill which is a truly rare quality in Hong Kong. Yuman Ng, the founder and 
director of III records also commented that for her, Clockenflap is the number one festival in 
Asia in terms of lineup. (Cheung, 2015) 
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The Role of Hong Kong Government 
 
It is convenient and easy to target the government and make accusations and claims that it is not 
providing sufficient support to a particular industry. Therefore it is more important to carefully 
examine how the government could provide more support in terms of land use and noise 
complaints regulations and handling cases of complaints.  
In Hong Kong, there are two main contributing factors to the stifling of growth for outdoor 
festivals: venue availability and hence noise complaints. Festivals are examples where 
government can be more well-informed in the loop-hole or conflicting contradictions in 
supporting local festivals. According to reports by Dewolf (2010),The Indie Ones, a hip hop 
show’s third instalment in 2010 consists of free concerts organized by Kung Chi-shing, a 
composer and musician. The shows were organized in the courtyard of the Central Police 
Married Quarters and received complaints for each show due to music loudness to the point they 
turn down the music and the performance became almost inaudible for audience further away 
from the stage. Kung has commented that he found it ‘funny’ that the government supported the 
shows but the noise issues could not be resolved. In the same year, Clockenflap was held in a 
garden in its older location at Cyberport has the same trouble of noise issues and moved that 
year’s edition indoors. As Mike Hill, the co-director shared, “We had noise complaints during 
the sound check from one person stating that the music was drowning out their TV.” 
Another festival, Rockit Hong Kong Music Festival was founded by Nimal Jayawardena and 
Didier Li in 2003 and ceased to continue after 2006. Every year the festival took up residence in 
Victoria Park, a venue which the Clockenflap founders until this day remark as sheer amazement. 
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However, noise complaints was also one of detrimental factors in their continuation of editions. 
Hill mentioned that regardless of whether the noise level is within the required decibel, as long 
as someone writes a formal complaint letter the authority has the right to ban them from using 
the venue next time despite within the decibel range. There exists again this kind of irony where 
government regulations clash with one another.  
After being kicked out from Cyberport, they were in “a state of limbo” trying to look for a patch 
of green by looking on Google Map. This is also when they are blessed with serendipity where 
West Kowloon was established and ready to be used. However, Leisure and Culture Services 
Department was in charge the first year of land use and they required non-profit organisers with 
no cash transactions, no ticket selling and no advertisements and no sponsorships. The 
government could have stepped in with negotiations of land use instead of this offer where the 
producers have to decide whether to make or break. A courageous decisions was made despite all 
obstacles and on a positive note, free entry has garnered them the great publicity since its 
establishment. Even Hill commented, “It was nothing more than luck and stubborn mindedness.”  
Even in the case of Central Harbourfront this year, they have to negotiate with five different 
companies to ensure the use of venue and platforms. One of the venue was Central Venue 
Management. Maureen Earls, Managing Director of Central Venue Management (CVM), which 
won the tender to manage events at the location, says the challenge of running the space is to 
offer a balanced schedule. Two-thirds of the event calendar needs to be open to the public, with 
the remaining earmarked for private invite-only affairs. The tender to the event management of 
the location is granted to Maureen Earls, Managing Director of Central Venue Management 
(CVM) is limited to three years. As Mike Hill has pointed out, as the tender expires after three 
years of management, it renders all attempted effort to improve the venue environment or the 
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facilities impossible, or more accurately, the management would be less willing to invest in the 
infrastructure.  
The government could start by providing infrastructure to local outdoor festivals such as 
lunching venue partnerships similar to the support to local performing arts. If the venue is 
granted to local private companies then considerations can be made by granting longer tender to 
private companies for more sustainable development of the land.  
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Conclusion 
 
Clockenflap and HarbourFest may have been distinctively different in history and origin and 
with different agenda in their separate inception. However, they were both established with one 
thing in mind – for the betterment of Hong Kong, no matter in economic terms or for its cultural 
and creative aspects. 
To a certain extent, the fact that the three founders are expatriates with some international 
exposure of festivals and being accustomed to the idea of this kind of cultural event in their 
lifetime would seem to be one of the undeniable factor to the success of Clockenflap’s 
continuing editions, in addition to the undeniable networking and experiences they possess. The 
socio-historical context of Clockenflap contributes to its success in terms of the right time where 
festivals brands are a trend and providing a platform is an indispensable part of the era we all live 
in with a large amount of content, including music and art talents. The serendipitous encounter of 
West Kowloon was in time for a continuous running of the event. Throughout the years, they 
have not stopped with incessant novelty and innovations on ticketing, allowing the festival to 
evolve organically. It would also benefit the local music and art festivals if the government 
would begin to value this type of cultural and creative productions.  
Clockenflap is in its eighth year of establishment and with the witness of the recent successful 
running of multi-genre festivals, the importance of date-collecting of Clockenflap also becomes 
more imminent, where the social and economic contributions to Hong Kong should be 
investigated to gain a better understanding of how festivals can be measured, and what the 
standardization should be with a more effective system with a bottom-up approach. The 
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challenge would be the difficulty in finding the common standard among all other world-wide 
festivals to improve the know-how in festival data gathering in order to do comparisons. 
As Sweeting has said “The day we have a truly local band headlining our main stage will be a 
really proud day.” That even though it may just be a short weekend, but hopefully it will be a 
much long-lived affair Hong Kong people can treasure and proudly call as ours and witness 
Clocokenflap on its way to reap the rewards from all the years of stemming from grassroots.  
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